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Stereo "360 SOUND" represents the ultimate in 

listening enjoyment. Every aspect of recording 

activity has been carefully supervised by Colum¬ 

bia’s engineers and craftsmen, using the very 

latest electronic equipment. Stereo "360 SOUND" creates the effect of surround¬ 

ing the listener with glorious, true-to-life active sound. It is as if one were 

sitting in the first row center at an actual performance. 

Columbia’s studios have been designed with uniform sound characteristics and 

are equipped with sixteen-channel consoles and custom-calibrated multi-track 

tape machines engineered and built to Columbia’s own specifications. The 

microphones used are chosen for their individual sound properties depending 

upon the orchestration, the artist and the concept of the producer of the record¬ 

ing. Some of the microphones are: the Sony C37A; Telefunken-Neumann’s U67; 

U47; M49B; KM54A; KM56; the AKG’s C60, C12 and Electro Voice 655C. Only 

high-output tape affording maximum signal to noise ratio is used. Such tape, of 

great tensile strength and thickness, additionally aids in the elimination of 

print-through and reduction of distortion and hiss. 

The reduction of the original multi-track tape to the final master tape is per¬ 

formed on editing consoles hand-tooled by Columbia’s engineering staff to 
accommodate any number of channels. The transfer of master tape to master 

lacquer is made via a Westrex or Ortofon cutter installed on a Scully lathe 

equipped with automatic Variable pitch and electronic depth controls. Before 

production is begun, a master pressing is compared to the final tape (A-B 

checked). It is only after the recording has passed this critical test that Colum¬ 

bia’s engineers give the final approval for manufacture, secure in the knowledge 

that each Stereo "360 SOUND" disc will have the same full-bodied, multi¬ 

dimensional sound as that originally recorded in the studio. 

Library of Congress catalog card number R64-1208 applies to this record. 
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It can be said without much argument that the venerable insti¬ 
tution of Italian opera, at least as it appears in the repertory today, 
rests almost wholly on two dominating figures. Giuseppe Verdi 
was Italian opera for the last half of the 19th century, and Giacomo 
Puccini, though coming heavily under the influence of verismo 
and other "modern" developments, carried Romanticism well into 
the 20th. Both were men of the theatre, and their efforts succeeded 
in elevating the mechanical details of plot and staging into en¬ 
grossing theatrical events through music. The results have been 
captivating audiences to the present day, as can be seen from the 
lines that form outside the Metropolitan Opera House for every 
Verdi or Puccini event. 

Puccini's beautifully feminine creation, Madama Butterfly, has 
been having a sentimental love affair with the operatic public for 
several decades. Her first appearance, at La Scala in Milan on 
February 14, 1904, was one of the most notorious failures of 
operatic history. A revised version, presented in May of the same 
year, was pronounced a success, and has remained that and more. 
One of opera's most renowned moments occurs at the beginning of 
Act II. It has been three years since American naval lieutenant 
B. F. Pinkerton contracted his "Japanese marriage" with Cio-Cio- 
San, called "Butterfly," only to depart with a promise to return 
"when the robins nest." Suzuki, Butterfly's maid, doubts his sin¬ 
cerity, but Butterfly has complete faith and trust. She acts out an 
imagined scene of Pinkerton's return: Un bel di vedremo (Some 
day he'll come). 

“8? La Boheme is considered by many to be Puccini's finest score. 
Its subject and location—bohemian life in the Latin Quarter of 
Paris—provide extremes of emotion, from humor to pathos, high 
comedy to tragedy, which Puccini has combined with poignant 
result. In Act I, Rodolfo, a poet, is working in his Paris garret when 
a knock is heard. He opens the door to find a young girl whose 
candle has gone out. She asks to have it lit, is brought inside, and 
lapses into a coughing spell of incipient consumption that char¬ 
acterizes the late 19th-century heroine. When she recovers and 
prepares to leave, she drops her key. Both candles are conveniently 
extinguished by a garret draught, and the two young people grope 
for the key in the moonlight. As they search (Rodolfo finds it and 
slips it into his pocket), their hands meet. "Che gelida manina" 
(Your tiny hand is frozen), he exclaims, and introduces himself. 
The girl replies, "Mi chiamano Mimi" (They call me Mimi), and 
the introductions are over. 

Turandot was Puccini's last opera and in many ways his bold¬ 
est. Based on the fable of Count Carlo Gozzi (1720-1806), the story 
again mixes elements of drama and comedy characteristic of the 
commedia dell'arte, and recalls Madama Butterfly in its far-eastern 
exoticism. It tells of Turandot, a beautiful Chinese princess of 
legendary times, whose suitors come from distant lands to answer 
her three riddles and win her hand. Past failures have resulted in 
a high incidence of death penalties. In Act III, Turandot is aston¬ 
ished and enraged at the success of a stranger, Calaf, son of the 
deposed Tartar king. Her only chance to free herself from him is 
to guess his name before dawn, and she commands that no one 
in the city may sleep until his secret is revealed. Calaf picks up the 
call of her heralds—Nessun dorma (None shall sleep)—further 
predicting that he alone will divulge his secret and that Turandot 
will be his bride. His prophecy is fulfilled. 

In questa reggia (Within this palace) is sung by Turandot 
earlier in the opera (Act II), when she first appears. She tells 
Calaf—through cruelly difficult vocalism—the story of her an¬ 

cestress, Princess Lo-u-Ling, a sweet and gracious woman who 
was brutally raped "by a man like you, stranger." And she adds, 
"On you I revenge that purity, that cry, and that death." 

“8? R. A. Streatfeild, writing in Grove's Dictionary, describes 
Puccini's Tosca as a "prolonged orgy of lust and crime." Certainly 
the arch-villain, Baron Scarpia, is one of the most totally evil 
characters to appear on any stage. The violent melodrama is set 
in Napoleonic Rome. Actress and singer Floria Tosca is in love 
with punter Mario Cavaradossi, and is simultaneously being pur¬ 
sued by Scarpia, chief of the Roman police. The beginning of 
Act III finds Mario imprisoned by Scarpia and awaiting execution. 
A bell strikes, and the jailer informs him, "You have an hour." 
Mario persuades the jailer to let him write a last letter to his 
beloved, and he is overcome by memories of Tosca: E lucevan le 
stelle (When the stars were brightly shining). 

While Mario has been imprisoned, a gripping drama is taking 
place in Scarpia's apartments in the Farnese Palace. Scarpia, wild 
with lust, attempts to catch Tosca in his arms, but she evades him. 
Then drums are heard; Scarpia tells her that they are for her lover, 
and Tosca sinks exhausted onto a sofa. She slowly begins her 
exculpatory aria, speaking of her life lived only for art and love 
(Vissi d'arte, vissi d'amore). In the play by Sardou, on which 
Puccini's opera is based, this scene was one of Sarah Bernhardt's 
triumphs. With the addition of Puccini's music, it has brought 
tumultuous accolades for operatic divas as well. 

*8? Verdi's Rigoletto, composed in 1851 in a mere forty days, is a 
truly illustrious opera. Based on a play by Victor Hugo, Le Roi 
s'amuse, Verdi's opera has given both performers and audiences 
the benefit of some distinctive characterizations. (An English 
adaptation of the play. The Fool's Revenge, provided Edwin Booth, 
as the jester, with one of his greatest roles, and when Caruso made 
his debut at the Metropolitan on November 23, 1903, it was as the 
volatile Duke of Mantua.) The story concerns the amorous adven¬ 
tures of the Duke of Mantua and, more directly, the assistance 
given him by his jester, Rigoletto, a hunchback whose scathing wit 
has earned him a number of enemies at court. The unraveling of 
the plot, to the ultimately tragic consummation of the courtiers' 
revenge on Rigoletto, is among the most engrossing experiences 
in opera. And one of the most familiar of arias occurs in the last 
act, when the Duke, in singing of the vaporous qualities of woman 
(La donna e mobile), most accurately describes himself. 

*8? Twenty years separate Rigoletto and Aida, Verdi's most popu¬ 
lar operas. The latter, Verdi's excursion into exoticism, was com¬ 
missioned by Ismail Pasha, Khedive of Egypt, to celebrate the 
opening of the Suez Canal. Aida was performed in Cairo at the 
Italian Theatre in December 1871 with sensational success. No 
less enthusiastic were the audiences at La Scala when it was 
introduced to Milan three months later; Verdi, who directed the 
performance, was recalled thirty-two times and presented with an 
ivory baton and diamond star with the name of Aida in rubies 
and his own in other precious stones. The opera's success con¬ 
tinues, unabated, season after season. 

The drama is one of conflicting loyalties. Radames, a young 
captain of the guard, is appointed to lead the Egyptian army 
against the invading forces of Amonasro, King of Ethiopia. The 
assembled Egyptian court gives him a rousing send-off. Aida, a 
captive Ethiopian slave, has the dilemma of being both in love 
with Radames and loyal to her father, Amonasro. She joins the 
crowd in cries of Ritorna vincitor (Return victorious), but goes 
on to reveal the agony of her divided feelings. The conflict touches 

Radames as well. In Act II, Ai'da and Radames meet on the banks 
of the Nile. Radames, ecstatic at seeing Alda again, exclaims, Pur 
ti riveggo, mia dolce Ai’da (I see thee again, my sweet Aida). 
Ai'da entreats him to go away with her and the duet culminates in 
Radames' anguished realization that, in making plans to flee with 
Aida, he has revealed his battle strategy to her father, who is 
hidden nearby. 

EILEEN FARRELL is a great prima donna. Although 
she has long been acknowledged as such, she has based 
her entire career on the philosophy of not rushing mat¬ 
ters. "I'm never in a hurry," she remarks, adding with 
characteristic modesty, "I don't rush into things unless 
I'm positive." For that reason many of the key events of 
her career—for most artists occasions of greatest signif¬ 
icance—have been mere formalities. Her first Carnegie 
Hall recital in the season of 1950-51 was no ordinary 
debut, for she had already earned a place in many minds 
as the greatest living dramatic soprano. When she made 
her long-awaited Metropolitan Opera debut on Decem¬ 
ber 6, 1960 after formidable operatic experience else¬ 
where, the ovation she received was described as "ear- 
splitting." In succeeding seasons at the Metropolitan, 
Miss Farrell has offered performances well worth waiting 
for, and in the many areas of her varied career she has 
accumulated rave notices. 

* * * 

"RICHARD TUCKER is an American," wrote Howard 
Taubman in an article some years back, "but there are 
many who regard him as the finest Italian tenor in the 
world." The statement is more than one American's 
opinion; Italians, too, have been inclined to -gree. "Even 
in Naples," wrote the New York Herald Tribune, "Mr. 
Tucker is outranked only by San Gennaro" (Naples' 
patron saint). In Verona, the audience lit candles in his 
honor. (Claudia Cassidy subsequently remarked in the 
Chicago Tribune, "At this rate they may build bonfires.") 
The transatlantic consensus has been pronounced by 
Time Magazine: "the world's greatest tenor." Mr. Tucker 
began his career as a student of the late Paul Althouse, 
distinguished Wagnerian tenor at the Metropolitan 
Opera. In 1944, he auditioned for the Met, and in January 
of the following year made his debut as Enzo in La 
Gioconda. Since then he has remained at the head of the 
Metropolitan's roster of tenors. 

OTHER ALBUMS BY EILEEN FARRELL 

AND RICHARD TUCKER YOU WILL ENJOY: 

Vienna, My City of Dreams—Richard Tucker— 
ML 5937/MS 6537* 

Eileen Farrell Sings French and Italian Songs— 
ML 5924/MS 6524* 

The Fabulous Voice of Richard Tucker— 
ML 5797/MS 6397* 

Wagner: Briinnhilde's Immolation Scene/Wesendonck 
Songs—Eileen Farrell—ML 5753/MS 6353* 

Great Duets From Verdi Operas—ML 5696/MS 6296* 
*Stereo 

SIDE I MADAMA BUTTERFLY—Un bel di. 4:43 
LA BOHEME—Che gelida manina. 4:35 
LA BOHEME—Mi chiamano Mimi. 4:50 
TURANDOT—Nessun dorma—Franco-Colombo, Inc. (BMI). 3:12 
TURANDOT—In questa reggia—Franco-Colombo, Inc. (BMI). 5:45 

23:25 

THE SELECTIONS—PUBLIC DOMAIN EXCEPT WHERE NOTED—ARE FOLLOWED BY THEIR TIMINGS 
SIDE II TOSCA—E lucevan le stelle. 
TOSCA—Vissi d'arte. 
RIGOLETTO—La donna e mobile. 
AIDA—Ritorna vincitor. 
AIDA—Purti riveggo. 

. 2:48 

. 3:02 

. 2:12 

. 6:32 

. 8:16 

23:10 
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PUCCINI and VERDI 

FAVORITES 

EILEEN FARRELL, Soprano 
RICHARD TUCKER. Tenor 

MS 6604 1 IS 

NONBREAKABLE 

Side I 
XSM 76986 

1. MADAME JjiUTTERFLY - ' 1 2 3 4 5 UN BEL Dl” 

2. LA BOHEME - "CHE GE LIDA MANINA 

3. LA BOHEME - "Ml CHIAMANO MIMI” 

4. TURANDOT - "NESSUN DORMA” 

5. TURANDOT -- "IN QUESTA 

R EGG I A" 
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